I n t r o d u c t i o n : I n f o r m a l l e a r n i n g a n d t h e d e v e l o p m e n t o f a c r i t i c a l p e r s p e c t i v e t o w a r d s m u s i c e d u c a t i o n
This paper 1 explores firstly the sense in which improvisation might be conceived of as an informal music education process and, secondly, the effects of a course in free improvisation on student teachers' perceptions in relation to themselves as musicians, music as a school subject and children as musicians. The results of a study conducted in two Greek universities are presented. Using a narrative methodology, examples of data from the reflective diaries or learning journals which 91 trainee teachers kept as part of their participation in an improvisation module are presented and discussed. The argument is made that improvisation, as a particular type of informal music learning process, has an important role to play in fostering the qualities required of teachers to work with informal pedagogies in music education. Furthermore, we would suggest that such musical experiences might gradually lead to the development of a critical perspective on both music education theories and practices. Improvisation might emerge as a moment and a practice of rupture with linearity of progress, working against reification of knowledge and glorification of received information. The findings suggest that improvisation might offer a route for creating an intimate, powerful, evolving dialogue between students' identities as learners, their attitudes towards children and their creative potential, and the interrelationships of the notions of expressive technique and culture, thus becoming 'an act of transcendence'
 (Allsup, 1997, p. 81) 
. We propose that the issue of connecting informal learning and improvisation might be resolved by regarding improvisation as an exemplary case of creating a communicative context where most representations/conceptualisations/struggles to solve problems are left implicit. Such experiences for pupils and teachers alike might further extend the social and personal effectiveness of informal learning as music pedagogy.

What is the responsibility of music teacher education as a process of preparation for countering the stance towards education that the foregoing excerpt so vividly illustrates? The purpose of this paper is to address one particular aspect of this critical question, by examining the role of music improvisation in music teacher education. We will present the results of a study conducted in two Greek universities with student teachers which was designed firstly to investigate the sense in which improvisation might be conceived of as an informal music education process and secondly the effects of such a course in free improvisation on student teachers' perceptions of themselves as musicians, music as a school subject and children as musicians. Our study is based on data from the reflective diaries or learning journals of 91 trainee teachers kept as part of their participation in an improvisation university module. We would argue here that improvisation, as a particular type of informal music learning process, has an important role to play in fostering the qualities required of teachers to work with informal pedagogies in music education. Furthermore, we would suggest that such musical experiences might gradually lead to the development of a critical perspective on both music education theories and practices. Improvisation might emerge as a moment and a practice of rupture with linearity of progress, working against reification of knowledge and glorification of received information. The findings suggest that improvisation might offer a route for creating an intimate, powerful, evolving dialogue between students' identities as learners, their attitudes towards children and their creative potential, and the interrelationships of the notions of expressive technique and culture, thus becoming 'an act of transcendence'
. Such experiences for pupils and teachers alike might further extend the social and personal effectiveness of informal learning as music pedagogy.
I n f o r m a l l e a r n i n g
Awareness has grown during the last 30 years that important learning occurs in situations other than the classroom (Rice, 1985; Bailey & Doubleday, 1990; Eraut, 2000; Colley et al., 2003; Sefton-Green & Soep, 2007 (Eraut, 2000) . It is important to note here however that aural and oral modes of learning should not automatically be thought of as informal just on the basis of their difference from the formality of traditional western models of learning (Nettl, 2007) . In his critique of the theoretical rationale that underpins Green's (2008a) study of informal musical learning processes as classroom music pedagogy, Allsup (2008) argued for the need to draw a distinction between 'informal learning' and 'informalism', emphasised Green's (2002 Green's ( , 2008a Green 2002 Green , 2008a (Green, 2008a, p. 24 (Green, 2008a, pp. 24-25) This led to a new type of pedagogy which involved teaching in a responsive, rather than directive way; metaphorically taking the learner by the hand, getting inside their head and asking 'What do they want to achieve now, this minute, and what is the main thing they need to achieve it?'. In this way, the teacher sits alongside the learner and is to a large extent a learner themselves. (Green, 2008a, p. 34) (Pongratz, 2005) , Marcuse (1991) and the work of those such as Freire (1970) , Apple (2005) , McLaren (2006) , Giroux (1983a; 1983b; 1988a; 1988b; 1988c; Giroux and McLaren, 1994) and Habermas (1984) (Abrahams, 2005) .
We would argue that the work of Lucy Green (2008a) 
I n t r o d u c i n g t h e s t u d y
A study was undertaken in two Greek universities (a University Music Department and a University Department of Early Childhood Education) with 91 student teachers during the period 2003-2007. During this period all the students were involved in a free improvisation course designed as part of their teacher education programme. As part of the assessment for the course, the students were required to produce reflective accounts/diaries recording thoughts, questions, impressions, feelings related to their participatory experience in the improvisations made in the class. It was also suggested that they record their possible perceptions of how this experience might influence their ways of thinking as
M e t h o d o l o g y
This study adopts a narrative approach to tell the stories of the thoughts and feelings of two groups of student teachers as they experienced a course in improvisation. Narrative is becoming a widely adopted approach to the study of human action, and its value has recently begun to be acknowledged within the field of music education as well (Benedict, 2007; Georgii-Hemming, 2007; McCarthy, 2007) (Clandinin, 2007 
. It is an interpretive paradigm used primarily in the social sciences and employs storytelling methodology. It is the story that becomes the object of study, with the aim of understanding how individuals or groups of individuals understand events in their lives
D a t a a n a l y s i s
In the course of thematic analysis (Van Manen, 1990) (Stake, 1995, p. 77) . However, Wolcott (1995) (Biesta, 2007, p. 20) (Biesta, 2007, p. 21 This 'whole thought of the group' cannot be dictated and cannot be given in advance.
The creation of a heightened sense of presence is a collective enterprise that goes beyond individual rational control, for in free improvisation there is 'nothing' to coordinate the musical intentions of the participants. Joint creation of a common musical space where freedom is debated is a valuable educational pursuit: Antoine de Saint-Exupéry has noted that to love the other does not mean to look into the eyes of the other; it means that both look towards the same direction . . . we need to be involved in processes which allow us to realise that we could find common points of (musical) reference, a common, however vague or obscure, goal. [Extract from diary of Georgia]
D e v e l o p i n g t h e s e l f
One of the most persistent points which was raised by the students was the shortcomings of dominant formal music education training approaches to which they had been subjected. 
That this was seen as a major obstacle in their development as teachers should be regarded as a source of hope. I believe that we ourselves have deprived ourselves of the freedom of expression through music. I am terrified of the thought that one day a child will ask me: '
This was a frequent comment read at or near the beginning of students' diaries, for the narrative pattern which described the relationship of improvisation with previous music education often looked like this: As a child I used to sit at the piano and improvise. When I began taking lessons, I had great difficulties in reading the notes, so I was memorizing the pieces right after listening to them by the piano teacher, and then was pretending that I was reading them. [. . .] When the teacher discovered that I was cheating, he intensified his efforts to get me learn to read. And that was the end of improvisation for me. [Extract from diary of Alan]
Trying to unlock oneself was a continuous process that led to certain peak moments where individual participation in improvisation took the form of a revelation. And the important thing is that when all this is happening there is no feeling of pressure, no anxiety about what you are doing, because at that moment you are so full that there is no space for anxiety. [Extract from diary of Kosmas] The moment of improvisation is a moment of personal and collective responsibility. Yet this does not entail anxiety. Free improvisation might be a way of musical practice that relieves student teachers from the sense of intimidation experienced so often in skill-based competitive musical contexts. In this way it fosters the creation of an intimate relationship
I always used to listen to a piece and imagine pictures, now I try to turn pictures into music. [Extract from diary of Estelle]
This student had reengaged with her instrument in a new and more fulfilling way. Her confidence in her own musicality was evidently raised. (Lave & Wenger, 1991 (Biesta & Osberg, 2007, p. 16) (Lave & Wenger, 1991, p. 51 (Hanks, 1991, p. 15) (Brown et al., 1989, p. 36) . Moreover, many aspects of learning to act within a particular musical practice need to remain implicit. Talking specifically about conceptual representations and their development from the perspective of situated learning, Brown et al. (1989) argue that 'indexical representations gain their efficiency by leaving much of the context underrepresented or implicit ' (p. 41 (Brown et al., 1989, p. 36) .
D e v e l o p i n g a n o p e n a t t i t u d e t o w a r d s c h i l d r e n a n d m u s i c
Trying to find one's own personal voice within improvisational practice reveals to the student many of the obstacles and the preconceptions that conservatory education may have placed deep down in our thinking. Through involvement in improvisation these obstacles are gradually removed, opening the way for more open approaches to teaching. How much harm has been done by the conservatory training. If you don't play the instrument in all kinds of unorthodox ways, how are you going to learn it, to discover it? Through improvisation the child learns the sounds, learns the joy of playing without following rules that are beyond it. Experiment, play, listen, and the forms emerge by themselves. You need only to listen and to be there. [Extract from diary of Lisa] Notice the important issue that emerges out of the statement 'without following rules that are beyond it'. This is how the educational potential of improvisation is linked to the project of autonomy. Learning to set the rules through interaction and not through reference to some universal musical norm is what improvisation might offer to education and this is one way in which music education might be linked to emancipation. Learning with both children and adults would ideally result in a deep
Repeated engagement with improvisation and borrowing ideas by attending to other people's improvisations are the means by which improvisation generates its own future. All musical, structural and expressive problems are created and solved within it. The heuristic aspect of improvisation (Prévost, 1995) Greene's (1995) Castoriadis' (1991 Castoriadis' ( , 1997 notion of autonomy as a project of radical democracy: 'autonomy is the ability to call the given institution of society into questionand that institution itself must make you capable of calling it into question, primarily through education ' (2007, p. 176 (Saladin, 2009, p. 148) . Saladin argues that its openness does not lead to an 'anything goes' stance but is a consequence of its 'lack of identity' (Saladin, 2009, p. 148) : 'This constituting lack is not a gap which should be bridged within free improvisation; on the contrary, this lack is the empty space which allows it to exist. This empty space manifests itself both in the absence of rules which would come to outline its contours and in the absence of a right required to practice it' (Saladin, 2009, p. 148) Rancière (2004a Rancière ( , 2004b (Saladin, 2009, p. 148 (Padova, 5-6/11/2007) , and at the 2nd Reflective Conservatoire conference, Guildhall School of Music & Drama (London, 28-2/3-3 2009 Ford, 1995; Walduck, 2005) . 4 As you will see in what follows the notion of autonomy as used here has a very different meaning from the way it is used by mainly liberal philosophers of education as an advancement towards independent rationality (e.g. Levinson, 1999; Reich, 2002) (for critiques of the liberal conception of autonomy as an exercise of rational thinking and free choice see Marshall, 1996; Lankshear, 1982; Fitzsimons, 2002; Devine & Irwin, 2006; Olssen, 2006) . 5 For an analysis of the uses of the notion of creativity in education and a critique of the political neutrality of psychological versions of creativity, see Peters (2009) .
